The aim of this article is to bring together Ford Madox Ford's essay "Impressionism -Some Speculations", published as a preface to his own Collected Poems (1911) and considered to be "one of the most important critical documents to have been written on modern verse", and T.S. Eliot's The Waste Land (1922), one of the most celebrated poems of the twentieth century. By comparing both texts, one becomes aware that Ford's esthetic principles become concretized in Eliot's poetry and in this way Ford, although considered a minor poet, has succeeded in his criticism to prognosticate some of the directions Eliot (and consequently a whole generation of poets influenced by him) would follow.
it seems to be the only weapon against dullness (p. 152). Of course Ford was not the first critic to be aware of this, for the Romantic poets (Keats, Coleridge, Alfred de Vigny) already manifested their interest "in the vernacular, in the homemade, in the idiosyncrasies of the local." 8 Another point Ford makes in relation to language, and which complements the one above, is to get rid of the idea that, having read Tennyson, Swinburne, Browning and Pope, "all poets must of necessity write affectedly, at great length, with many superfluous words -that poetry, of necessity, was something boring and pretentious." Ford even suspects that poetry is little read nowadays as a consequence of that erroneous impression." Thus, if on the one hand Ford advocates the inclusion of everyday language, as part of modern life, on the other he is also aware that the stilted and the superfluous have to be removed, in order to transform English verse.
This does not mean that reading, or tradition, should be excluded, on the contrary. But their function differs, and this leads us into the second part of Ford's argument, the content of modern poetry: reading, for Ford, is "an experience that one should go through not in order to acquire imitative faculties but in order to find -oneself." (p. 151) In other words, modern poets should be able to transform the experience former writers have already recorded in their own writings; even more, for Ford there should be a juxtaposition of the traditional with the modern, because "such juxtapositions suggest emotions." (p. 145). As he further stresses, "let us do anything in the world that will widen our perceptions. We are the heirs of all the ages. But, in the end (...) the purpose of all these pleasant travails is the right appreciation of such facets of our own day as God will let us perceive." (p. 145). This avant-garde position that Ford advocates can, nevertheless, be wrongly interpreted by the modern reader, for, as Hugh Kenner comments, we are willing to feel that when a poet borrows from previous poets, his inspiration has failed, and we enjoy grumbling about a lack of poets. 10 The past is necessary to give us the right perspective for the present, because though art "never improves", it retains its past "in awareness". 11
And it is in this line of argumentation that we reach Ford's prediction of what the modern poet should do, much in the same vein as Emerson, more than a century back., had predicted for the poet who should chant America:
Modern life is so extraordinary, so hazy, so tenuous, with still such definite and concrete spots in it, that I am forever on the look-out for some poet who shall render it with all its values. 12 Which are these values? Not any longer "love", or "country lanes" or "the singing of birds", 13 as the reader in the 1900's would say; the business of poetry for Ford "is not sentimentalism so much as the putting of certain realities in certain aspects", the real stuff of poetry of our day is "the Crowd" -"blindly looking for joy, or for that most pathetic of all things, the good time". -and its accompanying symbols: ash-buckets, orange peels, empty tins, anaemic shopgirls, pickpockets... The procession is present again in Madame Sosostris's cards, when she sees "crowds of people, walking round in a ring". (1. 56), and it goes on, metaphorically, with the symbols of our modern civilization strewn in the waters of the river Thames, much as in the past it bore nymphs: "empty bottles, sandwich papers,/ Silk handkerchiefs, cardboard boxes, cigarette ends/ Or other testimony of summer nights". (1.177-179). Their function is much the same as "the orange peels with their bright colors" representing the leftovers of a little party of the night before, as Ford exemplifies, 20 , although, according to Hugh Kenner, "the river is not restored to a sixteenth-century purity because the debris of which it is now freed was not a sixteenth-century strewing of petals but a discarding of twentieth-century impedimenta." 21 Nevertheless, the point is clearly made how the whole of humanity seems to become embodied in these fragments moving along, either people or objects.
But the procession Eliot presents is not only seen from the distance, like the crowd traversing London Bridge, we also have close-up scenes, with the camera following each member of the crowd into his or her room. We can follow the typist, who In this way, Ford's assertions above that "the purpose of all these pleasant travails is the right appreciation of such facets of our own day as God will let us perceive", and that "it is the duty of the poet to reflect his own day as it appears to him", bring form and content together again as projected in the last eleven lines of the poem, where form is content and content is form, where the fragmentary structure of form and content corroborates the ruinous state of civilization as seen through Eliot's sensibility. But Eliot also goes beyond Ford's expectations for the poet of his day and circumstance, by voicing not only "the life of dust, toil, discouragement, excitement and enervation" led by Ford and "many millions (...) today", 2 " but also by presenting redemption in the form of words from the Upanishad, "Datta, dayadhvam, damyata". The juxtaposition of these Eastern cultural parallels to our Western prayers -"Give" reminding us of St. Francis' "it is by giving that we receive", "Sympathise" and "Control" reminding us of Our Lord's Prayer "as we forgive those who have sinned against us" and "let us not fall into temptation" -show us not only how both cultures can meet, but also how our debased and worn-out dialect can be purified again (using Mallarmé's phrase for Poe), through contact with equivalent foreign words.
In this way, as the aim of this study was to bring together Ford's tenets and Ëliot's poetry, it is obvious that much of The Waste Land has been left out, either because by taking more examples we would be repeating Ford's arguments, or by the fact that many aspects of the poem are not covered by Ford's essay. Nevertheless, we hope our point has been made that Ford, although a minor poet, has succeeded in nis criticism to prognosticate some of the directions modern poets would follow and how Eliot -the greatest poet of the Modern Age -has concretized these aims in The Waste Land.
RESUMO:
O objetivo deste trabalho é aproximar o ensaio de Ford Madox Ford "Impressionism -Some Speculations", publicado como prefacio de seus próprios Collected Poems (1911) e considerado como um dos mais importantes documentos críticos escritos sobre poesia moderna, e The Waste Land (1922) de T.S. Eliot, um dos mais famosos poemas do século XX. Comparando ambos os textos, per-cebe-se que os princípios estéticos de Ford se concretizam na poesia de Eliot e que portanto Ford, apesar de considerado um poeta menor, conseguiu em sua crítica prognosticar alguns dos caminhos que Eliot -e conseqüentemente toda uma geração de poetas influenciados por ele -iria seguir.
